In , a single picture launched a thousand articles about global warming. It ran in the Sunday Telegraph , the New York Times , the Boston Globe, the International Herald Tribune, the Times of London , and many other papers. It was said to have been taken by Canadian environmentalists and to show a pair of polar bears stranded on Arctic ice that was shrinking due to global warming. It made polar bears the poster animals of global warming, a status they retained even after the photograph's evidentiary status was discredited: it turned out that the photograph wasn't taken by environmentalists, but by a student of marine biology, who did not release the image herself, and who never intended to convey that she was recording evidence of global warming. Moreover, the photo was taken in August, at the height of the Alaskan summer, when melting ice is normal. The ice floes pictured were not very far from land, and polar bears are good swimmers (Sheppard). Predictably, right-wing antienvironmentalists and globalwarming deniers such as Rush Limbaugh were quick to use the episode to their own advantage, saying that this "fraud" was "a great little microcosm for the entire global warming escapade" (quoted by Zurkow).
warming slide presentation, adding a comment that goes to the heart of the image's power and appeal; these "beautiful animals," said Gore, are "literally being forced off the planet. They're in trouble, got nowhere else to go " (quoted in the National Post ["Gore Pays for Photo"]; my italics).
Nowhere else to go. That forlorn phrase evokes a century or more of anguished negotiations with the concept of place, a history of what I have elsewhere called "geopathology" (Chaudhuri, Staging Place 55) . The term refers, in the first instance and most generally, to the many problems related to place -as nation, homeland, neighborhood, environment, border-that largely defined the past century of dislocation. The term also seeks to name, and to recognize, a related phenomenon: the characterization of place itself as a problem , as a site of often-painful psychological impasse and as an ideological blind spot, with devastating consequences. The harsh political realities and untrammeled economic ambitions of the twentieth century produced movements of populations on an unprecedented scale. While millions moved voluntarily, to better themselves, millions more were forced to move, and millions more were simply stranded in refugee camps around the globe, with nowhere else to go. Today, the alarming phenomena of climate change have focused attention on the degree to which these vast human dislocations were also, inevitably, ecological devastations, and that other species have also paid an extraordinary price. The case of the polar bears is only one among many others that instruct us that geopathology is also, now, a zoö pathology: a disease of the ties that bind humans to other animals.
That this disease has a history in which the arts and representation are deeply implicated is achingly conveyed in an extraordinary work that combines a multiyear research project and art installation by Bryndís Snaebjörnsdóttir and Mark Wilson entitled nanoq: flat out and bluesome . Centered on the history of taxidermy and natural history collections, nanoq uses the figure of the polar bear to investigate and illuminate the relations among animal bodies, display, and place. The animal bodies in question are those of all the taxidermied polar bears the artists were able to find in England over a three-year period of research-thirty-four "specimens" of various sizes and in various states of repair, located in private homes, museums, shops, and (in one case) a pub. Once they had identified these emblems of a bygone era of conquest and adventure, the artists began a process that relocated the bears in complex ways: first by metaphorically returning them to their home places, by tracing the provenance of each taxidermied bear, learning as much as possible about the people and circumstances under which these magnificent living beings became, first, targets, and then trophies. This first metaphorical homecoming was followed by another kind of reinhabitation, as the artists sought and received permission to photograph the polar bears in situ, recording the bizarre transformation of these creatures from a freezing world into the differently frozen lives they lead in their new "homes" (see figure 4.1 ).
These photographs, displayed at various museums and printed in a beautiful book about the project, are exemplary documents of what might be called a "zoögeopathology": the infliction by humans, on the other animals, of the vicissitudes of displacement. Leafing through these brilliant photographs is like journeying through the very definition of the uncanny, in its etymological sense of "the unhomelike": the oddly estranged, the strangely out-of place (see figure 4 .2 ).
The taxidermied bears, whose petrifaction is poignantly belied by their ferocious stances (many have been taxidermied in upright positions, as if ready to pounce), begin to speak a different language through the medium of photography. While taxidermy is a "fiction of liveness" (Desmond 159) paradoxically premised on death, photography is a fiction of presence paradoxically premised on the expectation of absence (and death, as definitively theorized by Roland Barthes). The photographs of the polar bears seem to rescue them from their fake lives, returning their deaths to them in an act of delayed mourning. The presence in these photographs is not that of the bears but of the places they are in and the objects that surround them. Without exception, these places are "elsewheres" for these animals (notwithstanding the frequent attempts at recreating the bears' original habitats), making this a photographic record of the very principle that made polar bears the poster animals of climate change: the principle of the last resort, the endgame, the final corner, of nowhere left to go (see figure 4.3 ).
Yet the third stage of nanoq offers a startling coda to this apparent ultimatum. In a heroic effort of organization and logistics-reminiscent of the efforts that originally brought these polar bears to England (just as the first stage of the project is reminiscent of the hunts that originally sought them out in their distant habitats)-the artists borrowed a large number of the taxidermied bears and transported them to the contemporary art gallery Spike Island space in Bristol, where they were displayed in simple glass cases ( figure 4.4 ).
Steve Baker reports that "a crucial aspect of the project was the shift from the bears' singular use as educational museum exhibits or country house trophies" to an art context "with no indication of how they're to be read" (149). Baker quotes the artists as feeling that "it's in that sense of relocation, and the amassing, that everything becomes possible" (49). Snaebjörnsdóttir and Wilson's "everything becomes possible" strikes me as a powerful countertext to the geopathological "nowhere else to go." Baker glosses the phrase as "new experiences of the bears, new interpretations of their histories, new emotional responses to them, and new understandings of the spaces that the bears might come to occupy." The artists themselves characterize their project as "a notional community," made up of "animals that had shared a similar fate" (154). In the age of climate change, that shared fate includes that of the human animals wandering the gallery space, turning that space, suddenly, into a space of ecological consciousness andpossibly-a platform for action.
The incarnation of nanoq as gallery installation opens a space of performance that I call "the theater of species," naming an emergent performance practice of our times. Climate change, which turns familiar sites into landscapes of risk or disaster, also reminds us that we humans are one species among many, among multitudes, all equally contingent and threatened. The theater of species restages all life as species life , highlighting and foregrounding the ecological dimensions of human life, which include not only biological, climatogical, and material factors but also the vast panoply of what Donna Haraway calls "naturecultures" in Companion Species : the ideas and practices through which human beings relate to the "more-than-human" world (1). The theater of species brings the resources of performance to bear on what is arguably the most urgent task facing our species: to understand, so as to transform, our modes of habitation in a world we share intimately with millions of other species. The theater of species addresses what we could call a "zoögeopathology"-the planetary health emergency that is challenging the anthropocentric geographies we have lived by for so long.
I turn now to two other works that offer divergent perspectives on the issues engaged by nanoq. Both works also use the figure of the polar bear, and both pair it with another figure-that of the child. This pairing imports a host of new frames, including those of genealogy and generation, psyche and psychoanalysis, kinship and biography, into their respective explorations of ecological crisis. The response to climate change that these works construct can be unpacked with reference to a provocative formulation offered by Jean Baudrillard. In a chapter entitled "The Animals: Territory and Metamorphosis," Baudrillard writes: "Animals have no unconscious, because they have a territory. Men have only had an unconscious since they lost a territory" (139). Curtly dismissing the Deleuzian association of animality with deterritorialization and nomadism, Baudrillard says that the idea that animals wander is "a myth," that animals have "never been deterritorialized" (140) and that "their law is that of the territory" (130).
Baudrillard's binary, unconscious versus territory, the postmodern version of the philosophically loaded modernist binary of map versus territory, 1 risks falling into the trap of human exceptionalism, which is pernicious even when it takes the form of critique (i.e., even when the characteristics identified as setting humans apart from animals are undesirable, as they are here, where the category associated with the human-the unconscious-is defined as repetitive mourning for the loss of a category associated with the animalthe territory). But that risk is worth taking in a context when it is precisely the breaking down of that binary that is the point. For is it not the case that the human exceptionalism (and humanism) that engendered the postmodern "hyperreal" (Baudrillard 2)-by replacing the "poetry of the map" (2) with a "precession of simulacra" (1)-also produced the zoögeopathology now afflicting us? This case of disastrously mistaken identity, by which we replace the challenging realities of the natural world with spectacular, digitally enhanced and color-saturated worlds of our own making, is what the theater of species-among many other efforts-seeks to correct, by creating spaces from within which to re-recognize and rebuild our species life. In these spaces-the gallery of the nanoq installation is one-the binary of territory and unconscious is breaking down, being replaced by an uncanny space of shared animality. Marina Zurkow's animated video installation piece The Poster Children A more vivid or more poignant picturing of Al Gore's phrase-"nowhere left to go"-could hardly be imagined, and the fact that the predicament now applies not only to animals but also to the most vulnerable members of our own species makes for an instant and uncanny recognition that this is a crisis like no other.
These poster-animals and poster-children of possibly lost causes are pictured off-duty in this "anti-Eden," as the artist calls it, "allowed a break from their ideological duties as mercenary images-for-hire" (Zurkow, "Artist's Statement"). Temporarily rescued from their jobs as environmental and cultural warning signs in the teeming mediasphere, the children and the animals display the characteristics of victims of trauma, their blank expressions and endlessly repeated actions pointing back to some experience that has interrupted normal growth, affect, and activities. To return to (and revise) Baudrillard's formulation: the territory they inhabit is saturated with the destructive unconscious impulses of our culture.
The disturbing repetitive behavior of Zurkow's characters links them to the characters in the second work I want to discuss here, a performance entitled Polar Bear God, by Deke Weaver, which also engages questions of animals, humans, and place. Weaver's account of zoögeopathology involves one member of each of the groups in Zurkow's piece: one specific child and one specific polar bear. This polar bear, too, like those imagined by Al Gore and those clinging to ice floes in Zurkow's piece, has "nowhere else to go." While Zurkow's piece literalizes the idea of extreme verges and enforced endgames through its attenuated ice-shelves and pointless repetition, Weaver's piece literalizes it by focusing on an actual animal. The bear in this piece is Gus, the most popular "attraction" in New York's Central Park Zoo. A large part of the piece consists of an imaginative reconstruction of what it might feel like to be trapped as Gus is, with literally nowhere else to go.
Polar Bear God suggests some ways that performance can contribute to the goal of reversing the currently impoverished and exploitive relationship between humans and other animals. The pared-down style of the piece highlights the potential for performance to offer a kind of somatic knowledge, a way of understanding the Other by going beyond rationalizations and abstractions to embodiment and physicalization. The shift from one kind of knowledge to another is precisely marked in Weaver's performance: it happens at a specific moment during the section on the Central Park polar bear. Weaver tells us of being "fascinated" by the issue of cage size. He decided, he says, to do "some math," and talks us through a set of numbers. Then, after all his calculations and comparisons, the performer pulls out a square of fabric. It is, he says, the size his cage would be if it observed the same ratio of individual to natural range as the one obtaining in Gus's tank in the zoo.
He holds up the square for us to see, then lays it down on the ground. And then he steps onto it (see figure 4.6 ).
Speaking from the cage he has painstakingly measured out for himself, the performer enters the life-experience of his subject. His language begins to take on the harrowing, repetitive rhythms of the caged bear, moving blindly between the two walls of his tormented existence: "Rock wall. Glass wall. Rock wall. Glass wall. Rock wall. Glass wall. Rock wall. Glass wall." When he speaks of the bear knowing his tank "exhaustively," with a knowledge that's "embedded in his bones, rooted deep in his muscles," he is speaking of a kind of knowledge that performance allows one to share. It is an embodied knowledge, and it allows the final move into the bear's subjective experience: "I feel like I can hear him moaning to himself, mmmm, mmmmm, mmmm."
Gus's behavior has a scientific name: such involuntary repetitive movements or sounds are called "stereotypies." Stereotypies characterize what some animal experts call "zoo psychosis"; they are symptoms of the trauma of being kidnapped, displaced, incarcerated, alienated, bored to death. Stereotypies are also characteristic behavior of people suffering from autism, and the second character in Weaver's piece is a victim of the frightening epidemic of that disease that is sweeping America. Gus swims back and forth, from rock wall to glass wall, hour after hour, day after day. Ellen's baby boy rocks back and forth, moaning to himself, hour after hour, day after day. To link the two pathologies of zoo psychosis and autism is not to slight or trivialize the heartbreaking human experience of the victims of the disease. Nor is it to anthropomorphize or sentimentalize the animal's essentially unknowable suffering. Rather, it is to own up to the truth of our shared animality and our shared contingency in the anti-Edens we have been bringing into being. In giving both Gus and Ellen's baby boy the same voice, the same script, in imagining the wronged animal expressing itself with the moans of the afflicted child, the performer gathers their respective suffering into the attenuated space of his own bodily existence, and tests its capacity for embodied empathy.
The performative significance of Weaver's moaning characters emerges in contrast to a key feature of Zurkow's piece. As disturbing as Zurkow's figures are in themselves, what makes them deeply disquieting is that they unfold in complete silence. The video installation has no sound track. We hear no shots as the children pull the triggers, no splash as the bullets hit the water, no grunting as the bears tear into the flesh, no buzzing as the flies swarm around the floating piles of electronic waste. The seamless sound-image system of traditional animation-in which the soundtrack turns visual information into meaning and affect-is so entrenched in our experience of this genre that when it is suspended, as it is in The Poster Children , the absence feels like an ominous breakdown, a preamble to a more pervasive and irreversible collapse.
The absence of a soundtrack is particularly unsettling in the context of a story of animals and children, two groups whose natural distance from norms of rationalism and discourse has made them favorite targets of an investigative and rationalist humanism seeking to justify and impose its account of reality above all others. Baudrillard's analysis of this ideology recognizes the central role it assigns to language. To install itself at the normative center of reality, says Baudrillard, modernity must render all its Others-including children and animals-discursive. It must make them give up the silence that so threatens us with its intimations of autonomy, of distance and mystery. Everyone and everything must be conscripted into what Baudrillard calls the "empire of meaning":
The silence of the animals, however, seems to be able to survive all the many ways humanity has tried to render them discursive. This, Baudrillard seems to say, is their continuing gift to us. His formulation of this idea is particularly challenging:
It is not the ecological problem of their survival that is important, but still and always that of their silence. In a world bent on doing nothing but making one speak, in a world assembled under the hegemony of signs and discourse, their silence weighs more and more heavily on our organization of meaning. (137) From this perspective, the silence of The Poster Children reads not as deficit but as resistance, even as programmatic withdrawal from an "empire of meaning" that has so betrayed both humans and animals. By contrast, Deke Weaver's moaning wants to give voice to zoögeopathology without incurring the liabilities of language: while Zurkow's anti-Eden asks us to contemplate the possibility that our current predicament is an endgame, a last gasp before all bullets are spent and all places gone, Weaver makes voice and body the building blocks for a new creation. The last moments of the piece present a surprising theogony: the speaker's imagination gives birth to a ragtag collection of superspecialized deities, sitting in a waiting room somewhere, awaiting we know not what:
There's the floor mat god. Who's sitting next to the peeling paint god and the sheets that haven't been changed for three months and aren't you just the filthiest person I've ever met god. And sitting over there's the worn out left heel of the old dirty boots god and the broken zipper of your almost tossed out jeans god and the left leaf on the nearly bare maple tree god and the second turd out of the asshole of a 13 year old half dachshund, half German shepherd with arthritic hips and bad eyes god and the hairball god of all cats on 11th street and the god of the dish rack at the Odeon, downstairs on the left edge of the bar and the god of 64th notes and the god of breathing for asthmatics and the god of soaring for hawks and the god of those little bells made of seeds for parakeets and . . . right over there is the god of ugly lawn mowing accidents.
All of these gods are sitting there. And hundreds of thousands more. They are calm. They are patient. They are waiting. Like Zurkow's poster animals and children, like Weaver's own Gus and autistic child, these hyperspecialized and delimited gods may be waiting at some last resort, with nowhere else to go . Nevertheless, the resacralization they represent is also an act of reclamation, a few shaky steps into a new space of shared animality and shared contingency.
That space-the theater of species-reorders the anthropocentric hierarchies of the past and challenges us to consider a new cast of characters. The human children and nonhuman animals in Zurkow and Weaver's works recall and revise the long history-equally sentimental and coercive-by which our species has trained its young to view the other animals as enemies. The widely exploited cuteness of the polar bear cub-most recently celebrated in the story of Knut, the orphan cub in the Berlin zoo-is the other side of the coin of the alleged fierceness of adult bears, the excuse for their indiscriminate slaughter in centuries past (Ellis 46). The history of how animals and children have been silently co-conscripted into "the empire of meaning" is reflected in one of nanoq 's most arresting images: that of a bear positioned behind a statue of the boy who was to grow up to be his killer, the First Lord Somerleyton ( figure 4.7 ). The drama that unfolds between and around these silent figures, boy and bear, child and animal, has a very long history, in which art, literature, and representation are deeply implicated. The theater of species begins to restage that drama and give voice to the shared animality on whose recognition the future of so many species depends. Note 1 . "But it is no longer a question of either maps or territories. Something has disappeared: the sovereign difference, between one and the other, that constituted the charm of abstraction. Because it is difference that constitutes the poetry of the map and the charm of the territory, the magic of the concept and the charm of the real. This imaginary of representation [ . . . ] disappears in the simulation whose operation is nuclear and genetic, no longer at all specular or discursive" (2).
